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When I W&s Born
I was born,
When a depression was ending;
When Spain was crying;
When the doers destroyed the talkers;
When nations went mad in black and brown;
When the world trembled with war fever;
When the Jews were herded like sheep to slaughter;
When the pious looked to heaven instead of under their feet;
When the good could not, or would not hear or see;
When, "Sig Heil" and "Heil Hitler" burned in my parents1
ears and brains;
When only a few voices protested;
When the land of the free thanked God for the Atlantic and
Pacific Oceans;
When trans -Atlantic flight was fact;
When someone dimmed the lights on the Statue of Liberty;
When family and relatives became ghosts
When I was born.
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I. Purpose of the Thesis
The purpose of this thesis is to establish and convey
through the use of dream and erotic imagery in both prints
and paintings, my observations of and reactions to life in
the 20th century.
II Scope of the Thesis
The thesis will encompass my use of frap^nented iconography,
and dream imagery in my work relating it to artists past and #
present. Bosch, Beardsly, Picasso, Dali and Oldenberg will be
some of the prime sources for my readings and visual references.
Eroticism, another facet of my work will be investigated hist
orically and discussed as to its use and validity as a means
of social comment by the artist.
Printmaking and painting are the media I have chosen for my
thesis work. Technically I will attempt to use the full range
of effects possible with the metal plate. Etching, engraving
and drypoint will be the major methods employed in working the
plates. Due to my concern for figurative realism, my technical
approach to oil painting will be relatively conservative. I
shall be using glazing techniques which incorporate methods all
but abandoned by most contemporary artists. Formulas and methods
used with each work presented will be documented. An edition
containing a minimum of five different prints and two oil paint
ings will be submitted.
Ill . Procedures
A. Assemble a group of my earlier works:
1. showing prime stages in my artistic development.
2. establishing a foundation for the thesis,
3. collating, photographing and incorporating the
chosen works into the thesis.
B. Create a body of work to include five prints and two
oil paintings that will:
1. show the present level of my achievement in both
printmaking and oil painting.
2. reinforce and support my observations and philoso
phies.
6. The completion of a written work that will include:
1. any information pertaining to technical break- *
throughs or innovations if any do occur.
2. my philosophies.
3. a summation, stating what I hope to achieve
through art.
IV. Alternative Proposals
1. Studies in Datkness.
2 Zenana
Introduction
Having been born in the twentieth century, my life,
thoughts, and environment have been formulated, to a great
degree, by the events and conditions of life at this time. My
paintings and prints, in part, as dream imagery, as social
commentary and as products of my being are illustrative of
those influences.
Historical and social forces determine the function of
art in general. It is acknowledged by most authorities on the
subject, that art is not produced in a vacuum, that no artist is
independent of predecessors and models. I have been influenced
greatly by the movements of Dada and Surrealism, by such art
ists as Dali, Picasso and Max Ernst, by the past greats
Bosch, Breugel and Goya. But, what of the future ? Had I been
born before the aforementioned what would my work be like
today? What part does the creative imagination, the uncon
scious, the id, the ego and the super ego play? How do sen
sations or tastes affect our work ? In what ways is the artist
elucidating the depth of his being? How universal does art
have to be to be considered art? How personal can we allow
it to become before it is no longer comprehensible to our
audience? Is audience participation and understanding necessary
to make a work of art. How can one depict, through the
mediums of the print and painting, how things feel ? These
questions have been investigated by men of the arts and
sciences and letters; volumes of materials have been written;
for every question another answer and in many instances an
opposing view. Freud vs Jung, their conflicting opinions on the
symbolic meanings of dream images and art (fig. 1) further show
fragmentation, establishment of new schools of thought and
further expansion and complexity.
Any adequate treatment of the major themes of this
presentation are beyond the scope of this paper; here I only
intend to show enough detail both visual and verbal to give the
reader some insight into the relationship of my work and the
manifold influences which effect both me and ultimately my
artistic endeavors.
For Jung the circle (or mandaia) was the
symbol of psychic integration and in this
patient's painting the flower emphasizes
the theme of recovery, though the scribble
suggests continuing destructive feelings.
A Freudian, however, would regard the
recurring lip motif as oral symbolism.
Freud thought such symbols as the serpent
and the lighthouse were essentially sexual.
But Jung regarded them as
"healing"
symbols the serpent symbolizes medicine
and the lighthouse gives a guiding light
over the stormy sea of life. The cross is a
sign that the patient feels himself to be at
a crucial point in his development.
fi&.l
Western Eroticism
The earliest erotic representations in Western culture
were the designs on Greek ceramics which appeared circa fourth
and fifth centuries B. C. For the most part they depicted hetero
sexual sex acts, but homosexual motifs were not uncommon. Along
with ceramics, archeologists have unearthen phallic amults made
of every type of material available to the artisan at that time.
These amulets were worn by Greek and Later Roman women as
good luck and fertility charms. Excavations have shown us that
erotic murals and mosaics were not unusual in the wealthier house
holds of ancient Greece and Rome, not to mention houses of pros
titution. While numerous phallic bronzes have been found which
can be attributed to this period, to-date no Greek statuary depicting
2
sexual intercourse has been uncovered.
The Etruscans constituted a sub-culture of the Greek and
Roman civilizations, but much freer than either. They were
prolific in their production of erotic art which was also of excep
tional quality. Their erotic art is closely linked to the art of ancient
Peru being concerned with beliefs and practices regarding the burial
1. Drs. P. and E. Kronhausen, Erotic Art (New York, 1968)
p. 89
2. Ibid.
of the dead. The Etruscans as the Egyptians were obsessed with
the theme of life after death. They built entire subterranean
3
necropolises, cities of the dead. Often the tomb walls were dec
orated with erotic murals.
Archeological finds such as at Pompeii, show us that the
Romans did not contribute very much to erotic art in terms of
originality, however, they continued the Greek-Etruscan tradition
4
maintaining a high level of craftsmanship and quality of materials.
With the fall of the Roman Empire, classical civilization
slowly faded; with it went manifold art forms which included erotic
art. The conquering Germanic tribes from, the North, though skilled
in wood carving, small metal work and other crafts had no erotic
art of their own save for a few phallic bronzes and other fertility
symbols. It seems that they were apparently uninterested in erotica
since none was originated or copied by them
The period which followed the Fall of Rome was truly the
dark age for erotic art. Christianity had been greatly influenced
by Paul's negative attitude towards sex and women. Many works
were disfigured or destroyed in Rome due to Christian religious
zeal. The Christian missionaries travelling in Northern Europe
found no erotic art to destroy among the Germanic tribes nor were
3. Will Durant, The Life of Greece, (New York, 1939)
p. 592
4. Kronhausen, p. 89
they going to create an interest in erotica in this new religious
territory.
Except for a few evocative madonnas, female saints and
book illustrations there was no real revival of erotic art until
the seventeenth century when the Dutch school of painting and
drawing flourished. Rembrandt's etchings, "The Fourposter",
(fig. 2) and "The Monk in the Corn Field", (fig. 3) are good examples
of erotic art of this period.
The eighteenth century can be considered the coming of
age of erotic art. France was a major center for its production.
Boucher received royal commissions for erotic paintings. A ready
market for high class erotica made copper engravings quite popular,
either as single prints or illustrations for books (Fig. 4 & 5). The
French Revolution with the destruction of royalty and the upper class
ended the market for expensive erotica.
In the early part of the nineteenth century few artists
produced erotic works, those that did for the most part remain
anonymous or their work was destroyed. "Few Victorians knew
Millet's erotic pictures, and Gosse burned all those of Turner which
n5
came into his hands as trustee. The latter half of the nineteenth
5. Philip Rawson, Erotic Art of the East, (New York, 1968)
p. 26
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century saw a flurry of activity in the production of erotic literature,
and book illustrations. Aubrey Beardsley's illustrations to Lysytrata
appeared at this time. Erotic art was slowly picking up in terms of
production and market when World War I and the policical aftermath
slowed its development.
In the 1920 rs until the beginning of World War II erotic art
found a new form of expression in surrealism. Although essentially
a French based movement, it effected the entire world of art. Sur
realism in its latter phase provided an acceptable presentation of
the erotic to the public and art buyer. The Freudian aspects of
surrealism emphasized the importance of sex, the theme which
underlines much of the work of Dali, Picasso, Chagall, Masson,
Ernst, etc. These men are respected in all circles and their work
is known throughout the world, yet, there are works which even
these towering figures of the art world have been unable to exhibit
publicly. The recent Picasso show in Chicago attests to the reluc-
tancy of the do-gooder to accept what is natural. Well over thirty
prints were removed from the show.
Despite some minor pockets of resistance in certain areas,
erotica in all forms is enjoying a revival and new acceptance due to
the judicial reforms in the West, especially in the United States.
Although erotic literature is in the public eye and available, as with
the Picasso show cited, the visual presentation or erotica is still
meeting with some resistance. Many contemporary artists are
producing erotic works and it is being shown to the public to some
degree in private galleries and in a few museums have given pre-
screened exhibits. To-date the only legitimate museum to put on an.
unrestricted exhibit devoted solely to erotic art has been the Lund's
Konsthall in Lund, Sweden in July 1968 (Fig. 6).
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Eastern Eroticism
The East, especially India, has a history which parallels
that of the West in terms of eroticism up until the Fall of Rome.
Where the West went downhill, the East continued its development.
As in ancient Greece, the Indian courtesans took great pride in their
intelligence, culture and artistic ability, both in the arts of expression
and of love. It is recorded that these courtesans lived in houses
which had walls painted with lavish scenes. It was in this environ
ment that the material for the great erotic classics of India, The
Komasutra,the Kokashastra, The Anagaranga, etc. were developed
an,d elaborated upon stimulating artists, philosophers, and theologians.
Sex has been looked upon as the central element of life and religion
in most of the Orient. It is in India however, where we find that the
artist treated his sexual matter with the same zeal and devotion
as given to the religious works of his counterpart in the West.
India has many temples devoted essentially to the cults of
love and regeneration, they rival and perhaps surpass artistically
and architectually the great cathedrals of the West. Especially out
standing is the colossal temple at Konarak, in Orissa usually
re-
7
ferred to as the Black Pagoda and the temples of Khajwiaho. The
6. Raw son, p. 85
7. Ibid, p. 136
7.
walls of these temples are literally covered with hundreds of erotic
stone carvings and sclupture depicting every sexual activity
imaginable (Figs. 7, 8, 9, 10, 11). These erotic temple sculptures
represent to the Western mind an acceptance of physical sexuality.
In Tantric tradition, the sexual stands for certain cosmological
and philosophical principles. Tantrism involves religious rituals
in which sex plays the fundamental part. Tantrism is sex as phil-
o
osophy and philosophy as sex. The erotic temple sculpture of
India parallels tantric philosophy and expresses it as physically
acted-out sexuality. These frank erotic representations were to show
the worshipper that true inner peace could not be achieved by denial
and rejection of the physical, but by its transcendence. "To tran
scend the purely physical, one must first fully accept and embrace
it; to go beyond the world of senses, one first has to be able to
exercise them to one's utmost capacity. Without the basic under
standing of the Tantric it would be impossible to understand Indian
erotic art- -and even Chinese and Japanese erotic art which has
been greatly influenced by tantric thought. "The goal of Indian
eroticism in art was not mere orgasm, but the state of radiant
desire itself.
8. Ibid.
9. Kronhausen, p. 216
10. Raw son, p. 65
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Sexual intercourse was considered an important segment of
life in China and Japan not only for procreation, but also to be en
joyed as a vital element of both physical and mental well being.
Sexual happiness was considered by both cultures as a basic
human right.
In terms of eroticism, both cultures save for a few periods
of suppression have been prolific in their production of erotica.
China the older culture produced it for a longer period of time.
Imitations of older works were produced up until the Communist
take-over of the Mainland. Japan was greatly influenced by China,
its erotic art being founded on the Ming period works which began
appearing in Japan at the beginning of the 1700 's.
While Chinese erotic prints and paintings of the Ming period
inspired the Japanese Ukiyo-e school of the 18th century, Japanese
1 2
erotic art differs in many respects to that of China. (The primary
function of this segment of my study in eroticism, will be to com
pare the two cultures' erotica). The first and most obvious difference
between the two is that the Chinese do not exaggerate the size of the
genitals as the Japanese do (Fig 12, 13). Secondly, Chinese erotic
pictures are more romantic in mood, as opposed to their Japanese
counterparts, which often display an aggressive type of sexuality.
11. Kronhausen, p. 242
12. Rawson, p. 312
9.
Thirdly, the overall anatomical presentation of the Chinese works
are less accurate save for the genitals than the Japanese, and it is
only with great difficulty in many cases that the sexes can be diff
erentiated (Fig. 14). With the Japanese works, Westerners do
sometimes experience difficulty in discerning the different sexes,
but this is chiefly due to the confusing similarity in classical
Japanese hair styles for men and women, not because the bodies
show no definite difference of sex. Attitudes in terms of sex are
quite clear between the two cultures in terms of male-female
relationships. In Chinese erotic there are often scenes depicting
man entreating the woman to have sexual intercourse with him.
This is not so in Japanese erotic art- -male supremace is obvious
throughout, aggressiveness a fact, sometimes to the point of
forceful intercourse and rape, this is very rare subject matter in
Chinese erotica. Chinese erotica has a subtlety and vagueness
not present in Japanese erotica, which manifests itself in the dec
orative erotic motifs on a host of items, from ceramics to architec
ture. The Japanese, however, show a sense of humor in their visual
dealings with sex that the Chinese do not have. The Japanese classic
wind breaking and phallic contest are evidence of this type of humor
(Fig. 15).
The work,
"shunga" in Japanese and Chinese means position or
posture. There is a body of work in the Orient commonly referred
to as Shunga, these works are in the form of prints and paintings
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10
showing sexual positions. The primary function of these works of
art being instruction in either dutiful or pleasurable sex education.
In most Eastern countries erotic art performs the same function of
sex education as can be seen in the Indian miniatures (Figs. 16, 17,18)
Often Shunga works justify their existence and explain their
naturalistic philosophy of sex rather explicitly:
"The way of Male and Female is by no means a
device of simple pleasure making: sexual union
has existed since the world began. Father and
Mother represent Heaven and Earth; between
Heaven and Earth the trees and grasses grow;
between the union of Man and Woman is human
life born "13
13. Rawson, p. 313
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Dream Imagery
Dreams have long been associated with the ideas of creative-
ness. From the earliest times, artists, writers and philosophers
have used their dreams and the dreams of others as both material
and inspiration for their work. Synesius in the fifth century A. D.
left a detailed account of the way his dreams had helped to write
. _ 14
and devise answers to questions.
Many of the dreams that in antiquity, were regarded as
divine inspiration are now classified by psychologists as dreams of
a creative type. Primitive societies present and past, thought dreams
were messages from the gods. These
"messages" have been rep
resented visually in every conceivable manner. Much insight into
the nature of dreams has been gained by these visual records of
dream imagery created by both ancient and primitive artists, and
have influenced many twentieth century artists. The surrealists
are prime examples of this influence; they abandoned civilized
realism in response to the terror and brutality of their period of
history; calling up and creating images that they meant to be absurd,
since their philosophy of life was that life itself was absurd. If
anything they presented further insight and an acceptable outlet for
much that had been previously suppressed; the Freudian aspect of
surrealism emphasized the importance of sex.
14. Norman MacKenzie, Dreams & Dreaming (New York, 1965)
p. 126
12
In terms of dream imagery and symbolism the iconography
of surrealists such as Dali and the recently
"discovered" Dutch
painter Melle have definitely been influenced by the dream-like
images of Bosch, Breugel and Grilnwald (Fig. 21, 22).
Creativity in terms of art, may either come in the form of
dreams or through wakeful introspection. What part dreams play
in creative inspiration seems to vary from one person to another.
However, in terms of a discussion on eroticism, dream imagery
and symbolism we must establish the following foundation.
"Dream images are products of what we call fantasy- -
a mental process differing from that which governs
our conscious thinking and behavior. All images em
ployed in fantasy are symbolic.
" 15
Some of these symbols are so universal and ancient in nature that
interpretation is standard.
"Analytical Psychology has brought a mass of
evidence to bear on the supra-personal nature
of the images and symbols which are the ex
pressions in consciousness of the unconscious.
What at first appears as a purely personal fantasy,
idea or image in the imagination, may sometimes
turn out to be an archetypal expression which is
common to humanity at widely separated times
and places, and which has a specific meaning "16
Others are significant through free association only as they relate
to the experiences and psyche of the individual. The symbolic
15; MacKenzie, p. 17
16. Wingfield Digby, Meaning and Symbol, (London) p. 68
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nature of dreams according to Freud is a disguise designed to
protect the dreamer from recognizing attempts at wish fulfillment
of thoughts and impulses forbidden to his conscious life.17 My
paintings include both types of symbolism. It therefore has been
difficult to separate the topics of Symbolism and Dream Imagery
in my writings. The interpretations (to the best of my knowledge
and research) of specific symbols, as used in my work will be dis
cussed in the section on Symbolism.
Freud established the use of dream interpretations as a
means of discovering hidden emotional conflicts which often caused
mental and sometimes physical disorders. He demonstrated through
the use of psychoanalysis both the way in which sexual impulses
emerge in dreams and the use of dreams in therapy. He felt the
artist was psychotic, filled with the same turmoil and desires of
others, but hiding them in blatant artistic disguise; happily, in most
cases supplying his own therapy, wish fulfullment, and cure through
his artistic production.
The study of sleep and dreams is important in the study of
the unconscious; for it is in sleep and dreaming that we have the
threshhold into the deepest layers of man's mind. This study ulti
mately may explain man's conscious functions. Though Freud is
17. "Dream", Columbia Encyclopedia, 1964, p. 595
14
often misunderstood in terms of .his relationship between sexual
feeling and wish fulfillment, new material in this view is being
collected and studied.
Man spends about one third of his normal life time in sleep,
much of this time is devoted to the process we call dreaming. In
dreams the impossible becomes possible. Often dream images
appear to contain several totally different forms as though the
shapes are superimposed upon one another. According to Anton
Ehrenzweig in his book, The Psycho-Analysis of Artistic Vision
and Hearing, we have a surface mind and a depth mind, the depth
mind of the adult repre senting the child mind which persists in
the unconscious. We, in dreaming, perceive things in the infantile
form, this form being much less differentiated than that of an adult
and often having the resultant effect of recalling childhood images.
Some of my work can be directly related to this type of dream
influence although, it is not a premeditated phenomena (Fig. 25).
18
To a great extent the "gestalt", free structure of modern (as
opposed to traditional) painting is explained in my case as an almost
total inactivity of the surface mind.
"The modern artist tends to create more auto
matically with less conscious form control than
the traditional
artist"19
18. Anton Ehrenzweig, The Psycho-Analysis of Artistic Vision
and Hearing (New York, 1965) p. 22
19. Ibid, p. 33
15.
We must also remember that the artist creates an imaginary
world parallel to and deriving from the world of reality but never
exactly reflecting it. The character of his images comes from the
character of his experience whether sensory, emotional or
20
rational. (Fig. 26).
Most recently, Dr. Charles Fisher, has added a new
feature into the study of sleep and dreams, which may prove rele
vant to the subject of unconscious sexual wish fulfillment mani
festing itself in the conscious production of dream images, and
erotica. He has been able to record a definite cycle of penile
erections in the male dreamer that coincides with the dream
21
state. Since much of our sleep is involved in a dream state, it
would seem that much of man's sleep and dream time are devoted
to sexual fantasy (Fig. 23, 24).
For the most part psychologists agree that there is little
difference in the state of mind between a psychotic and a person
dreaming, save for the difference of their respective physical
state. Jung once said "If a healthy dreamer could speak and act
while asleep, nobody could distinguish him from one of my schiz
ophrenic patients.
" We are now able to confirm this with the use
of hallucinogenic drugs such as LSD discovered by the Swiss chemist
22
Albert Hofmann. This drug enables the healthy person to experience
20. Roberts Capers, Images and Imagination, p. 59
21. MacKenzie, p. 321
22. Ibid. p. 304
16
states similar to those of the dreamer and psychotic, they allow
man to enter a dream-like state without losing consciousness.
The individual waking up from his sleep retains little or nothing
of his dream imagery. Under LSD and other hallucinogens, sev
eral wakeful hours are available for contemplating and experiencing
fantasy.
"One of the crucial differences between a psychosis
and the condition induced by LSD is that the person
taking the drug is able to operate on two levels of
thought. It is true that there is some disruption of
conscious thought patterns, but for much of a LSD
session the person retains some control and can
evaluate what he's experiencing. To understand
this feeling simply imagine how one would feel if
a daydream was as powerful as an ordinary thought
and consciousness was reduced to the strength of a
daydream" 23
Many artists and writers have experimented or plunged into
the world of drugs. They have written about and illustrated their
experiences. Aldous Huxley's book The Doors of Perception,
praises the transcendental experiences under mescalin.
"An edge of a high cliff seemed to project over
a gulf of unseen depth. My viewless enchanter set
on the brink a huge bird claw of stone. Above, from
the stem or leg, hung a fragment of the same stuff.
This began to unroll and float out to a distance which
seemed to me to represent Time as well as the immen
sity of space.
A visual description of one of Dali's works ? No, this is part of
one of the earliest written accounts of the effects of mescalin on
an American doctor, Weir Mitchell.
23. MacKenzie, p. 308
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Unfortunately drugs have been misused and accordingly
received a bad press. They do however afford a whold new app
roach to psychotherapy and avenues into the creative process
when properly controlled.
18
Symbolism
"Symbolism is the subjective means whereby
we organize our objective experience of life,
fusing our inner emotional reactions with our
perception of our environment. Without it,
reality would be nothing more than a, collection
of inanimate objects and meaningless phenomena.
Symbolic imagery thus appears to be one of the
ways in which we store our memories, and the
form in which they emerge in our dreams. " 24
Erich Fromm in his book The Forgotten Language, diff
erentiated between three types of symbols: They are the conven-
tial, the accidental, and the universal symbol. Words and pictures
are common examples of conventional symbols. The accidental
symbol is one which is highly personal and which cannot be shared
by anyone else, such as a white scarf which evokes thoughts of
some long lost love. The universal symbol has an intrinsic relation
ship between itself and that which it represents. Fire and water
and what they represent are universal symbols shared by all men.
A fourth type of symbol not mentioned by Fromm is the migrating
symbol and its reinterpretation in different cultures. A classic
example of this type of symbol would be the Swastika. The
Swastika was a design used as ornamentation in Ancient Mesopotamia
and Greece. The Ashanti tribe of Ghana used the Swastika as a
symbol for a monkey's foot and to- some North American Indians
24. MacKenzie, p. 24
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25it represents their rain god. To those of us born before, during,
and a few years after World War II it represents Nazi Germany.
Figure 27 gives response to the Swastika and what it represents
during the Nazi Period with symbolic use of the male penis;
perhaps there is a correlation sexual in nature, however, I feel
that the phallus is being done an injustice.
The study of symbolism is important to any serious student
of art, especially when dealing with the art of the East. A wealth
of symbols can be found in the art of the East, which is of interest
to us, and perhaps would give us a better understanding of the
people if we studied and understood some of their symbolism.
Most of the symbols of Oriental art can be traced back to both
China and to a lesser degree India, for Korea, Indo-China and
even Japan artistically speaking were merely cultural provinces of
China. The chief and most recurrent symbols used in the Orient
are the YIN and YANG. Basically Yin is the female element repre
senting darkness, cold and death. Inversely the Yang is the male
element representing light, heat and the source of life.
25.
"Symbolism" Encyclopedia of World Art XII, McGraw Book Co.,
Inc.
26. "Symbolism in Far Eastern Art", Encyclopedia of the Arts,
Philosophical Library, Inc. 1946, p. 979
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In the past in the West there was no real problem in under
standing a work of art in terms of its symbolic meaning. Tarue, the
symbolic content of the work might have different meanings outside
the culture from which it came, however within that culture there
would be no question in regard to the artist's intent as to the
symbolic meaning of his work. A classic example would be the
Medieval Christian world and its religious ideology based princi
pally on the Old and New testaments. The subject matter and themes
of the art produced during this period left no doubt as to its symbolic
meaning.
Today modern man is confronted with ever increasing
intellectual knowledge, while his emotional world has been shrinking
proportionately. His emotional apparatus has been effected, he is
unable to humanize the knowledge accumulated by his brain and it
is causing a multiple of responses. One of these responses is the
creation of a whole new symbolism reflecting the pressures of the
twentieth century.
All works of art exhibit some symbolic character. Each
can be interpreted in different contexts, the interpretation and
response being dependent upon the beholder, his place in time and
in society.
Often people have asked me to explain my work. I have been
unable to do so. Through researching for this paper I found how
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ignorant I was of the archetypal nature of many of the symbols
that I have used. The only shortcoming I feel was in not being
able to recognize and intellectualize these symbols. One con
clusion I have drawn from this is that one is never fully conscious
of the symbolic meaning in one's works unless schooled in this
area. Even then you cannot be sure of what you have learned
about symbols. Wingfield Digby in his book Meaning and Symbol
states, "No dictionary of symbols can ever be composed, for a
symbol is a living thing and when reduced to a formula it is des
troyed and bereft of live. " According to Freud the understanding of
a symbol out of context is almost impossible. A rigid interpretation
of any type of imagery and its symbols will cause difficulty in under
standing; yet in the same breath he acknowledged a correlation of
symbolic meaning for specific symbols that have been found to re
occur without regard to time or place, giving them the status of
universally accepted and understood symbolism.
As stated earlier, many Freudian psychologists
feel that we often use overt symbols and symbolic interpretation to
protect ourselves from the frustrations we would encounter from
delving too deeply into our own innermost selves. I feel that my
painting I Was Born (Fig. A) broke down the many barriers which
prevented a personal analysis of myself in terms of my work and its
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symbolic meaning. It led, in my case I think to an abandonment
of the devices we use to shelter ourselves from ourselves. This
painting laid the groundwork for a more personal symbolism that
has reached levels in my work which I am having difficulty relating
to. It would definitely require further study on my part to clear
up some of my questions. Perhaps under psyco analysis my
work could be explained in terms of personal symbolism. For
the present I have no desire even to attempt such introspection.
Bringing to mind the old adage "The more one learns, the more
one realized how little one knows" (Fig. 28, 29).
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Man is a destructive animal, yet despite this, he has
achieved a level which places him far above all other creatures
on this planet. Industry, medical science, the arts and flight into
space are just a few proofs of his superiority. Yet, with all these
marvels of civilization, especially in the United States, man is
still operating on a very primitive level in his relationship with
his fellow man. As civilized as we claim to be our culture is
steeped in violence. Our cities and highways present more dangers
than the jungle or forests. Even much of our entertainment and
leisure is violent in nature. There are those who are concerned,
but how weak their cries of moral indignation and effectiveness are
when compared to the clamor of those who protest
"dirty"
movies
and sex education in the schools. Many of these same protesters
of sex education allow their children to sit in front of the T. V. set
to be educated in violence. Truman Capote once said, and I agree,
"Violence, not sex is pornographic.
"
There are certain areas of human behavior and fantasy
that hinge on the sexual and which are reflected in the fine arts.
Judeo-Christian ethics and traditions have thrown an uneasy
blanket of over the quest of sex. Half a century ago, Freud
broke the taboo of scientific discussion on the subject of sex. Today
there is a strong moral and judicial movement making advances
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contributing to the destruction of other taboos restricting our
civil liberties and sexual freedom. Hopefully this movement will
not be stopped by the excesses of a few and by the equally small
vociferous lunatic fringe that treats sex in a negative light. Sex
is a major motivation force in most animals. Man is one of the
few animals with no set mating season, his sexual drives are
constant. This being the case it is imperative that we study sex
in every possible light to better understand and help ourselves.
When submitting the Thesis Proposal my thoughts were that
the subject matter presented would prove interesting. It was not
until researching that the magnitude and complexity of the three
fields became apparent to me. As I continued my study, interest
turned to fascination.
There are many volumes dealing with the subjects of sym
bolism and dream imagery, mainly as fragments of an overall work
in psychology, religion, etc. The student of art without the
proper background would be hard put to understand these fragments
in their entirety. On the R.I. T. bookshelves there were few books
that dealt solely with these subjects, there were
some good ones, but
for the most part the books available were pedantic and
sleep-
inducing. Getting source material on the topic of eroticism required
a trip to New York City, being unable to
locate anything locally,
save for the definition, the etymology of the word
eroticism and
some girlie magazines.
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Being fully aware that this paper barely scratches the surface
in the study of eroticism, dream imagery and symbolism, and due
to my fascination with these subjects, it is my desire to continue
my studies in these areas. Perhaps, hopefully in the near future,
I will compose a course of study for art students on the college
level based on my findings that will give an introduction into the
workings, history and mysteries of the creative process, pre
senting it in a manner that will prove interesting.
Art offers a kind of stimulation that cannot readily be found
elsewhere. I feel that a work should contain visual and intellectual
interest to stimulate the thoughts and feelings of both the artist
and the beholder. Whether or not the reaction is positive or negative
on the part of the artist's audience is no longer my concern. At
the present time my work is directed at a select and limited audience.
We live in an age filled with problems, and of course my work
reflects many of them, however I also think it wonderful that we
live in an age and in a country where the artist who is not the darling
of society, can earn his bread, live decently and pursue his interests
as he chooses.
ROCHESTER INSTITUTE OF TECHNOLOGY LIBRAR
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